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Nonobvious: not easily
discovered, seen, or understood

What this is is a candid and current interpretation of thoughts and findings from
the collection of resources I was fortunate
enough to have encountered throughout
my time here.

I haven’t read this
book yet, it’s called
Copy This Book, I
just came across it.
I’m interested in
what I’ve read about
it so far. It seems to
lay out copyright
from a lot of interpretations on its
benefits for artists.

Some of these writings are written specifically for artists, some for arts educators,
some for designers and activists, and even
some on psychotherapy.

I’m supposed to write here that this work is
copyrighted, all rights reserved. That this
book or any portion thereof may not be
reproduced or used in any manner whatsoever without express written or verbal permission of the author.
The addage imitation is flattery comes to
mind.
I think I’d rewrite that for here as, imitation is encouraged, should that process
enable critical thinking for the one who
made new use of it.
My high school collage teacher changed my
world by pointing out the nonobvious reality that nothing is original.

All these topics bouncing off each other,
as I read them with the same questions,
generated their own unique sentiment. I
feel like I’m just beginning to understand
what this is, and will share as best I can
what I do understand so far.
There is still so much more to understand.
Already from this first interpretation, I
feel I have so much to work through in my
active design practices... I can’t wait to
get back to work.
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Here you can
find the recipe
I made using
the canned
mackerel I
bought.
If you get the
Patagonia
brand, make
sure to check
out the inside
of the box!

I went into the grocery store to
buy canned fish, I knew very
little about fish except that
they’re good brain food.

You can see the fish
I ended up
purchasing and
using for dinner that
night here.

I picked out the Patagonia can
because I was surprised to see
a familiar outdoors company
selling canned fish at my grocery store; and I knew they
had a B Corp. certification, so I
felt good about this product’s
impact. Plus, I liked the
packaging.

When I got home and opened it up to
make a quick pasta, I was amazed at the
really digestible content about the fishing
industry, supply chain, and sustainable
fish consumption.
I learned so much! And from a product I
was excited to interact with, that I chose
over other similar products out of a lineup.
I was inspired to go down a deep dive research rabbit hole, watching fishing industry documentaries, researching other
canned fish companies to try more small
fish I wouldn’t have otherwise now that I
knew they were an environmentally beneficial choice, and asking similar questions
of other food choices I was making in my
grocery store.
This idea felt so much bigger than my grocery store fish purchase.
I was amazed how through my consumption practices, a product opened a whole
world of critical consumption thinking that
I hadn't originally sought out myself.

After my art school undergrad, I knew two
things:
I knew I was going to use my material-based
career practices to chip away at larger goals,
and I knew I would always be able to
research and learn, regardless of whether or
not I was in a formal teaching/learning
environment.
I’m an artist creative; my main
mode of interacting/learning in
the world is through making.
I learn how to figure things out:
Big picture ->Small Parts,
Small Pieces -> Big Picture

It was just as much about learning how to
make a space for goal dreaming as
it was about teaching or learning.

This was ingrained in me
through my arts pursuits
growing up and in creative play,
and formalized in my art school
undergrad. I majored in
Ceramics with a concentration
in Nature, Culture, and
Sustainability Studies.

I knew that non-academic worldly
experience was educational.
I knew that in making things with earthly
materials, I was furthering my understanding of how the world works.
I knew that in making things with and for
people, I had an opportunity to invite them
to learn deeply, deeper than just our shared
material experience.

I knew this in my classroom, in
making ceramics together, we
talked extensively about what it
means to make a care based
community. We focused on
voicing our goals and engaging
with eachother’s visions.
Engaging with our peers and
practices actively, we created an
active and recurring process of
reflection and intentional
growth.

I knew this in making nice
bicycles; I focused on creating
educational media for bike
savvy voyeur, and growing a
community of athletes and
sponsors to further eachother’s
reach through goal-based
collaboration.

But it feels dangerous; to build a practice
outwardly, into the world of other people and
their lives.
The space I have come to occupy in teaching
finally feels comfortable. But I wouldn’t feel
so comfortable with the term teacher. It’s so
stagnant, I couldn’t possibly dictate exactly
what someone is supposed to learn.
I felt empowered to find this collaborative
teaching/design space,
I want to intentionally work towards giving
this feeling away to others.
To be changemaking.

In my work at the Artists’ Exchange, I
develop programming for adults artists
with disabilities. I organize exhibition
opportunities with outside galleries,
manage grants to improve studio spaces
and create oppotunities to work in new
mediums, and facilitate self-directed
studio time for the artists.
This is not all formal teaching, but it is
teaching, and I am a teacher.

Where was the educational research on
tools for the average creative changemaker
like myself?
What I am looking for definitely is
teaching, but not teaching through
material, or in classrooms,
it is teaching with objects.

Like how my fish was an object
I, the unassuming (unintentional) learner chose, and had a
worldview deepening,
educational experience from.
The object was the teacher, the
designer the maker.

"embracing the serendipitous possibilities that a curriculum of immanence allows, one in which knowledge unfolds simultaneously with the
material becomings of various actants (child and object)."
- Heather Kaplan, Serendipity as a Curricular Approach to Early Childhood Art Education (Art Education, 2020)

Reading on environmentalism, social activism,
and systems thinking, helped me open this
topic up.
I saw in the overlap of these works the
serendipitous education context I am seeking.
I found an access point into this impact
inquiry at the intersections of the research on
these topics.
Reading them all seperately, and putting them
back together, cut, collaged, and in conversation with each other, has helped me to build
my toolbox for intentional changemaking
going forward.

I have selected the most
impactful of these readings,
and offer them in conversation
with myself, and each-other.
The drawing of these connections allowed the serendipitous
context that I found to bloom.

"there are surely very few writers today who
are oblivious to the current disturbances in
climate systems the world over. Yet, it is a
striking fact that when novelists do choose to
write about climate change it is almost always
outside of fiction.
There can be no doubt, of course, that this
challenge arises in part from the complexities
of the technical language that serves as our
primary window on climate change. But neither can there be any doubt that the challenge
derives also from the practices and assumptions that guide the arts and humanities. To
identify how this happens is, I think, a task of
the utmost urgency: it may well be the key to
understanding why contemporary culture
finds it so hard to deal with climate change.
Indeed, this is perhaps the most important
question ever to confront culture in the broadest sense-for let us make no mistake: the climate crisis is also a crisis of culture, and thus
of the imagination"
Amitav Ghosh, The Great Derangement: Climate Change and the
Unthinkable (University of Chicago Press, 2016)

Ceramic artists and hobbyists know about
climate crisis, they know about
humantarian crisis, they know that
disabled artists of human services
community programs are “otherized.”
But these conversations aren’t actively
being talked about/thought about during
an informal hobby pursuit.
Serious issues left out of imaginitive
practice tells us to devalue the informal
from a place of serious thought. It trains
us to think that there are parts of our lives
that aren’t political, where a systems
thinking approach knows that everything
is political. That is, influenced by the
cultural unconscious status quo.
We need more normalized hobby/informal
spaces of active criticism,
spaces of activism in our places of joy.

It’s all about systems. Unawareness
of embedded systems reinforces
inequality; reinforces harm to people
and planet.
Many creatives who make things
build the systems of their practice in
response to embedded systems.
A self supported ceramic artist might
build their practice towards selling
wares to support themselves.
Interacting with the systems of
consumer capitalism that require us
to transform natural materials into
commodities we sell to other people.
Requiring that we do this repeatedly,
and maximize profit margins. Making
the most financially efficient use of
material, and most time efficient
methods to make objects. And most
effective ways of reaching an
audience.

Marketing is a tool required for reaching
that audience. Aesthetics of the wares and
marketing material are tools used to make
sales. Promotion through stores,
collectors, or galleries are tools used to
reach consumers.
Growth, as required by this system, is
facilitated by quantity of wares and
quantity of consumers reached.

Dancing With
Systems, by
Donella Meadows
can be read free
online here!

“Systems resist change.”
Donella Meadows, Dancing With Systems (2002)

Arts is a meaning making system, but it is
also a changemaking system.
If we dial it in towards generating new understandings of nonobvious harm, we can
begin to dissasemble embedded systems.
Arts is a changemaking system.

“So, what if? What if art educators associated
with the National Art Education Association
(NAEA) honed in on this broadest definition of
art as a meaning-making system — well suited
to generating new understandings in the face
of senseless acts of violence and inhumanity?
What if art teachers taught students not only
to make the world more beautiful, not only to
express their ideas and emotions, not only to
ask provocative questions, not only to solve
problems creatively — but also to design an
anti-racist world? Like Harold and his purple
crayon, perhaps it only starts with an unbounded imagination.”
James Haywood Rolling Jr, Making Black Lives Matter: Toward an
Anti-Racist Artmaking and Teaching Agenda (Art Education, 2020)

You can read Making
Black Lives Matter in
full by scanning this
QR code.

"What, then, is the socially engaged artist’s
role in this precarious era? There’s no reason
to exaggerate the elusive power of artists.
They can’t change the world ... alone. But with
good allies and hard work, they can collaborate with life itself. Art can offer visual jolts
and subtle nudges to conventional knowledge.
At best it can lead us to look, to see, to understand, and then to act. Artists can also deconstruct the ways we’re manipulated by the
powers that be and help open our eyes to
what we have to do to resist and survive. The
popular image of artists as renegades frees
them to imagine situations and outcomes
beyond the predictable. The 'unexpected' is
simply grist to the esthetic mill. Among artists’ most important and optimistic tasks is to
work with individuals and organizations to restore and remediate wounded nature."
T. Demos, The Routledge Companion to Contemporary Art
(Routledge, 2021)

The consumer can be just as important in
the changemaking process as the maker,
as the identifier, and the understander.
An audience of ciritical/conscious
consumers’ understanding process looks
like this:
1. Look
2. See
3. Understand
4. Act

My experience purchasing fish at the
grocery store is an example of this:
1. The fish caught my attention
2. I saw much more than I was expecting to in the object, I
saw more value.
3. I understood a whole accessible entry point to something
that was, before then, nonobvious to me.
4. I took my entry level research further, into media
research, recipes, and concious consumer choices I still
carry today.

Stationary objects, things that don’t
continue, do continue to evolve once
they’re made and put out there.
They’re food for thought, and the act of
examining the stationary thing from
different points in time, different places in
the world, opens the cultural unconscious
understanding web.
They generate new thoughts every time
they’re encountered critically.

"Tim Collins and Reiko Goto suggest that the
term interface be seen as an analogy for art, 'a
common boundary or interconnection' between systems, concepts, environment, and
people. This definition allows artists an alternative to the commercial artworld, allows
them to move out into the world where we all
live. If TV and video games and the Internet
are undeniably running faster and faster, art is
the slow food for thought."
T. Demos, The Routledge Companion to Contemporary Art
(Routledge, 2021)

Intra-action is a self fulfilling prophecy.

"Intra-action acknowledges the impossibility
of an absolute separation or objectivity, in
which an apparatus or a person using an apparatus are not considered to be a part of the
process that allows for specifically located
'outcomes' or measurement."

Think of sugar cravings; we get a hit of
dopamine when indulging in a sweet food.
Over time, we become physically, tangibly, chemically altered.
And then we come to prefer that thing,
we crave it.

Whitney Stark, Intra-action (New Materialism, 2016)

This is the same way the cultural
unconscious is operating, an
action leads to reward, an
intra-action creates a relationship which is reinforced,
whether we like it or not.

A keystone of working towards
dismantling the nonobvious harm is
cancelling the subject-object relation
between human and nonhuman.
Human and object are both things the
same in the big web of intra-connected
thing power.
This has always added up, and is doing so
now experimentally.

"T.J. Demos, author of Against the Anthropocene, asks 'What would it mean to decolonize
nature?' suggesting that it would demand the
cancellation of this subject-object relation between humans and the environment, the removal
of the conditions of mastery and appropriation
that determine the connection between the two,
and the absolution of the multiple levels of violence that mediate the relation of human power
over the world.
It is coming down to a race between humankind
and nature to see who can get rid of us first."
T. Demos, The Routledge Companion to Contemporary Art (Routledge,
2021)

My can of fish is one of the things
in this web; it is a food, an
object, a nonhuman, and
a teacher.

“The experiential techniques of this group of psychotherapists focused on accessing and working
through unconscious material via the imaginal-sensory body. Their endeavors arguably share
a common root in the work of psychiatrist Pierre
Janet (1859-1947) on the dissociative nature of
traumatic memory (van Vreeswijk et al., 2012).

Unconscious material can be made
conscious through objects and teaching.
Things we make, things we say, things we
otherwise interact with...
Our psychic life is connected with the
things we do.

They also bore similarities to the Jungian concept
of active imagination in which unconscious contents, including complexes, are assimilated into
consciousness 'through some form of self-expression' that gives 'voice to the sides of the personality . . . that are normally not heard, thereby establishing a line of communication between consciousness and the unconscious' (Sharp, 1991, p.
12).
According to Jungian analyst Joan Chodorow
(1997), in his work on active imagination, Jung
wrote that the ways to the imagination are sensory, through dance, song, and painting (for example). This would suggest that psychic life is intimately connected with the body (Chodorow, 1997,
p. 8).”
Camilla M. Thompson, Complexes of the Cultural Unconscious
(Hakomi Forum, 2016)

"Many theorists of art-based research agree
that art practice transforms research in profound ways. Notably, it highlights and extends
the research process, and opens up these processes to include creative, non-verbal ways of
understanding a subject. Moreover, art practice introduces ambiguity, complexity, emotion, intuition, lived experience, and the celebration of personal interpretation of subjectivity into a realm that often strives for clarity
and objectivity."

Jungian theorists proposed that the
cultural unconscioussnesses cannot be
moved through until reified in the
body/material.
We come to understand what was already
unconsciously driving us when we make it
visible through our expressive senses.
Words, movement, and making are
conscious choice.

J. Marshall & K. D'Adamo, Art Practice as Research in the Classroom
(Art Education, 2015)
When we buy a can of fish at the
grocery store, we participate in
many different systems. We can
make the conscious choice of
which can to buy, but our choice
is driven by the unconcious, and
only once we buy the fish is our
unconcious made visible, along
with it’s driving systems.

Trying to have a populus, audience, consumer, or target niche act, react, engage
with insufficient support (through learnable material content processes) will push
this group away.
From a product sales perspective, this can
look like poor engagement.
What if we take poor engagement as a
sign that we need to work on our clarity in
our teacher identity?
To do this, we more actively practice
sharing current understandings,
constantly and consistently re-examining
our modes (object, media, voice)
for effectivity.

If Patagonia wants us to make
critical food choices, but we
aren’t doing that, it can look
like bad engagement. If they
approach this from a teacher
identity, we can become
engaged learners, rather than
unengaged customers.

"Having students attempt to respond to assignments they are unable to do will not
cause them to learn and may actually discourage them. Scholars, such as Nicholls 4,
Covington 5 and Maehr 6 indicate that if students can't admit they lack skills to do assigned work, it may place them in the uncomfortable dilemma of not being able to do the
assigned work and not being able to admit
they cannot. To avoid being perceived as failures in school, these students make every
possible effort to appear response-able by
avoiding situations wherein they might have
to actually demonstrate their capacity to do
the work. Ironically, only by recognizing and
accepting their lack of ability to respond will
they be able to overcome their limitations
and ultimately learn how to do the work."
Charles Bacon, Response-ability
(American Secondary Education, 1990)

The position of a creative is a position
of power.
It comes with a platform.
Some creatives teach. Every aspect of
human action/reaction/consumption/creation operates within these
systems; whether with awareness or
not. Intention can be to profit on embedded systems; intention can be to
dismantle, but impact is always extremely complicated.
Art education researchers know that
teaching is a point of contact to affect
change to larger societal systems. Art
education researchers know that this
change can happen on the personal
level, empowering individuals to
engage in creativity.

Bringing into being a more conscious understanding of the self, of the underlying
systems when not uncovered appear as a
given, or “fate”.
“Cultural complexes influence most aspects of human life and create unconscious conflicts in tragic and debilitating
ways both locally and globally.
Although therapists are trained to see
these issues as personal or familial,
naming them as culturally originated is a
more realistic and expedited path to
individuation, the process of psychological
growth described by Jung.”
Camilla Thompson, 2016.

Not all art educators teach with this consciousness yet. But we will get there in the
active art education spaces. The research
is written for them.

Not everyone gets to be in school all
the time, but that doesn’t mean
learning isn’t happening. Whether
you’re learning in art class, learning
on social media, learning from talking
to people, or learning from your
interactions with objects in the
designed world around you, there’s
lots of opportunities for learning to be
happening.
This is why it is important for us as
designers creating these experiences
to understand that what we do is an
expression of teaching.

Because if you admit that you
are a teacher, you can learn to do
it better.

The remainder of my selected
quotes and analysis connection
making can be found on the
website which accompanies this
book. Scan the QR code on the
cover to be taken there!
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